Abstract: This article considers the work of Egyptian sculptor Mahmud Mukhtar in a wider context than that of figurative art in the Arab world. Often, comparison between works of Egyptian artists and those of their Europeans counterparts has been avoided under the assumption that Arab artists were behind the times. This paper places Mukhtar within a broader artistic movement known as the "return to classical order", a reaction against the avant-garde that was widespread during the interwar period. The "return to classical order" was not limited to Europe but involved other countries of the Mediterranean. In this context, we can say that Mukhtar belonged to a generation of international artists who wanted to recover the foundations of academic training. His reinterpretations of other statues and models always have an Egyptian touch, however. His works speak of a quest for national identity even as they deeply engage with the European Modernism of the interwar period.
Academic art was introduced in Egypt with the foundation of the Fine Arts School of Cairo, an institution that was called into life by Prince Yusuf Kamal (1882 -1969 and a French sculptor named Guillaume Laplagne (1874 Laplagne ( -1927 . Accordingly, the purpose of the School was to form Egyptian sculptors and painters. To achieve this goal, an introduction to figurative art was imperative, as Islamic art had been traditionally reluctant from the representation of living beings. This presented a challenge, specifically for the way in which academic art should be taught. First of all, students had to become familiar with paradigmatic artworks, Thus, Laplagne proposed teaching students art history through slides. He also suggested the acquisition of sculpture castings from French museums. Concerning the teaching of anatomy, Laplagne recommended buying a skeleton. Importantly, students should learn to draw from real figures rather than to copy drawings or sketches as had been performed in Egyptian schools.
All these details of how art should be taught were at the core of all discussions about the Fine Arts School of Cairo. Finally, the school managed to overcome technical difficulties and produced important figurative artists such as Ragheb ʿAyyad (1892 -1980 ), Muhammad Hassan (1892 -1961 ), Yussuf Kamil (1891 -1971 or Mahmud Mukhtar (1891 Mukhtar ( -1934 .
Furthermore, the main debate about the purpose of this school was the fact that academic art did not belong to Egyptian artistic tradition.
1 As a result a question was raised: What was Egyptian art? The founders of the school, Kamal and Laplagne, limited themselves to affirm that in Egypt there was a lack of professionalization in the artistic domain; but never really asked themselves what sort of art should be taught at the school. On one hand, Yusuf Kamal wanted to create an institution devoted to the conservation of national arts, and to achieve this purpose thought it necessary to awake an interest for figurative art in Egypt.
On the other hand, he didn't have a clear idea whether national art should be oriented towards traditional Islamic art or towards an innovative figurative art. Laplagne was more consistent in his posture. He thought that if Egypt was seeking a revival in its arts it should look back to the Pharaonic era. In 1911, when Laplagne wrote a report about the Fine Arts School of Cairo, for the University Committee he stated that a crucial element in the formation of every academic sculptor should be to visit museums. He recommended for his students:
We have no other statues for them to see, except those at the Egyptian Museum and it is them, under their apparent simplicity that are the wisest and the most difficult to understand.
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This affirmation came from someone who was familiar in certain ways with the notion of Modernism in art, and with the idea that simplicity and abstraction were difficult notions to understand. That statement by Laplagne makes us believe that he might have been acquainted with archaism in sculpture, a trend which would later have an enormous influence in Mukhtar's work. Inspiration from Antiquity can be seen in a bust called Head of Egyptian Girl (1910) . In this way, in Egypt emerged a new kind of figurative art, inspired by the Pharaonic past. During the interwar period, these figurative artists would be acclaimed, although in later years they would be ignored and sometimes forgotten. An important part of the artistic education for sculptors everywhere was to make copies, often from classical pieces, but sometimes also from contemporaries. While studying at the Fine Arts School of Cairo, the most important influences for Mukhtar were satirical cartoons as a genre, works of important artists such as Henri Joseph Charles Cordier and his ethnographic portraits, and Auguste Rodin (1840 Rodin ( -1917 . We assume this, because the statues Mukhtar realized in this period have similarities with those of these renowned artists.
Rodin had reinvented antiquity by sculpting pieces that were seemingly incomplete. This "fragmentary sculpture" was major a breakthrough in art. It makes us think of archaeological remains, but with a touch of modernity. By making these fragments it was no longer necessary to represent a full figure to impart to the spectator the notion of completeness. Sometimes Rodin sculpted just a torso or other parts of a body and this was enough to give the notion of movement. 5 Those who aspired to be students of the school had to draw an anatomic study and a perspective, each of two hours. Once they passed this test, candidates had to make a drawing from nature (in the case of painting) or a mold from the Antique (in the case of sculpture). All candidates had to make an elementary study of architecture within six hours. This last test was useful to classify candidates for "definitive", "temporary" or "supplementary" admission. Richer (1849 Richer ( -1933 would remain open. 9 The number of workshops for sculpture was reduced; instead of three, there would be only one, which was the workshop of Mukhtar's teacher, Jules-Felix Coutan (1848 -1939 . Coutan was one of the last representatives of academic tradition in sculpture. He had studied with Pierre Jules Cavelier (1814-1894), winning the Prix de Rome in 1872 and was attached to what was called "official" art. 10 Therefore, it was not strange that many of his students executed official monuments at a time in which the state had the right to impose certain aesthetic parameters. During the interwar period, we see the genesis of a new kind of public statue: the Monument to the Dead. Many of these public monuments were sculpted by the winners of the Prix de Rome and most proceeded from the workshops of Coutan and Jean-Antoine Injalbert (18451933). This is the emergency of a new generation of artists, including Mukhtar that would soon leave behind Rodin's paradigms for modernity in sculpture. They would return to academic and classical models.
The First World War and the avant-gardes
The years before the First World War had been a period of experimentation in art, particularly in painting. Apollinaire used the expression "avant-garde", a word issued from the military domain, for the first time in 1913 when he made the review of the exhibition of Futurist painters. From now on, this would be the expression used to qualify all artistic trends that were precursors in one way or another. 11 When they first appeared, the avant-gardes were not very popular because they related to an elitist concept of art that was difficult to understand. Modern art consisted in depicting subjective or abstract ideas, rather than real objects. It didn't seek to produce "real" or realistic representations of nature. It was an art in which aesthetic pleasure was intellectual and sought to eliminate "human" elements, which had prevailed for centuries. For one of its critics, the Spanish writer Ortega y Gasset, it lacked historical references and avoided the representation of living beings.
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Beyond the artistic field, many felt that modernity dehumanized people, placed them under impersonal forces making urban life more distressing and suffocating. It was "fascinating, terrifying and corrupted" 13 all at the same time.
Some young avant-garde artists saw the new civilization as decadent and materialistic. In this way the intellectual climate of the first years of the twentieth century oscillated between the faith in progress and disenchantment towards modernity. The event in which this disappointment materialized would be the First World War. When war was declared in France, many of the students of the Fine Arts School, as well as avant-garde artists were mobilized and sent to the front. Very few stayed in Paris, for the most part these were foreigners. Among them there were some Spanish artists like Pablo Picasso (1881-1973) and Juan Gris, or the Italian Gino Severini . After the beginning of the First World War, Dionysian art of the avant-gardes was quickly replaced by Apollonian art. Friedrich Nietzsche used these terms in 1872 when he published The Birth of Tragedy, where he exposed his theory about 11 Porebski 1984: 147-148 . 12 Ortega y Gasset 2007: 15. 13 Gentile 2011: 244. Greek art. For him, art before the classical period was characterized by a Dionysian mentality with impulsions towards irrationality and excesses. Once that Greek culture declined, Apollonian elements, oriented towards harmony and reason, emerged. Apollonian art had finally prevailed through history. Only modernity and the avant-garde gave Dionysian art a place in history.
When Egyptian students arrived in Paris, before First World War or Rome, during the inter-war period, avant-garde artists in Paris, began to produce figurative works with a patriotic orientation. Magazines and journals such as Le Mot, under the direction of Jean Cocteau (1889 Cocteau ( -1963 , defined the cultural laws that would affirm that one of the priorities was to save creative imagination and Modernism from Germanic affinities.
14 This marked the death of Analytical Cubism and Futurism. Immediately, a new figurative art emerged, that although appealing for a return to a classical order was already impregnated with some features of the avant-garde: thus Modernism was born.
Rodin reconsidered
While in painting Futurism or Analytical Cubism had taken abstraction to the limits, in sculpture these experiments were less common. With the explosion of the avant-garde, it seemed that the parameters that prevailed in sculpture were "subordinated" to those of painting. In 1904, one of the main principles of a German art critic, Julius-Meier Graefe 15 criticized features present in Rodin's works such as "the interest in the play of light across animated surfaces" had contaminated statuary with an impressionist pictorial vision.
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All the features mentioned above were present in innumerable statues that were made during the last years of the nineteenth century. Statuary had sought to be an art in itself, detached from architecture. It had not achieved complete abstraction, and up to 1945 the nude still had remained the main paradigm.
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For Graefe, the main objective of statuary should be the quest for stable and welldelimited forms and to seek the reaffirmation of decorative values in art. To achieve this, statuary had to return to its origin and re-establish its ties with architecture, instead of searching for its links with painting. Alfred Janniot, a French sculptor that was well known during the interwar period, stated: It was a movement to which academic sculptors, whose main subject was still the nude, could easily relate to. The works of these artists were unmistakably modern; they were distinguished by their simplicity and tendency towards abstraction and the strong influence of Antique statuary, especially that of the Minoan or Mycenaean period. A few years later, Egyptian or Babylonian antiquities would also influence them.
Rather than creating a dichotomy between Europe and non-Western cultures, modern Classicism involved all the Mediterranean. France was not Greece, but classical culture was so universal that France felt entitled to appropriate it. In Egypt, these ideas found resonance in the writings of Taha Hussein , an important modernist writer and Egypt's Culture minister for some time. He defended the thesis according to which Egypt was inseparable from classical Mediterranean culture. 22 In visual arts, Mukhtar's covered fellahas were the incarnation of Egyptian Modernism. The smooth surfaces, the constant evocation of the life in the countryside and the Nile, provide a notion of peacefulness, but most of all, they suggest an Egyptian civilization deeply linked with the Mediterranean.
Artists in Marseilles
After the end of the war, Mukhtar's French colleagues came back from the front. They had been direct witnesses of war horrors and transmitted the atmosphere of deception towards triumphant modernity, progress and the avant-garde. All of these values were reflected in the teaching at the Fine Arts School, where, from now on, one of the priorities would be the exaltation of nationalism. It was precisely Coutan's students that would represent this mentality through their monuments to the dead: several of them were awarded with the Prix de Rome. and Antoine Sartorio . In Marseilles, return to Classicism became an important artistic project during the interwar period. This was not only reflected in statuary and decoration, but also included an architectural and urban vision. A project for an "Acropole" was conceived for the Fort Saint Nicolas, but never implemented. The placement of this site made it ideal for the plan that architect Gaston Castel (1886-1971) had in mind. It was an idea that would reflect Mediterranean Philhellenism perfectly:
From the marvellous gardens of anemone and coral, we pass by the lawn of the Pharo, ready, as it seems, for dances from the Odyssey, where one day, chandeliers of nocturne feasts will flourish […] . 24 Castel was a student at the Fine Arts School in Paris, when he was mobilized. During the conflict he was disfigured as happened to many men in the same situation.
25 Once the war was over, he opened an architectural agency in Paris called Trois arts together with an architect, Paul Tournon, the painter François Dance was inspired by two crucial figures that were his contemporaries: Isadora Duncan and Vaslav Nijinski. 33 Even though these figures could not be considered as completely academic, the whole sculptural program for the theatre could be looked at as "classic". It was conceived in a linear style that perfectly suited the project elaborated by architect Auguste Perret (1874-1954) made in concrete, which in those days was an innovative material. The panels sculpted by Bourdelle were executed in marble, but fixed onto the concrete. In this way, the idea of re-linking sculpture and architecture is tangible. The sculptor stated:
I had to sculpt twenty-one figures in hard marble for the façade of the Théâtre des ChampsÉlysées. I come from a time of shame where every sculpted work is not coherent with its supports, walls or pedestals; thus my work for creating the unity of the figures for the walls was not easy. We must break with a whole period in sculptural art [....].
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Even if in Mukhtar's repertory there is no evidence of sculpture attached to architecture, he is likely to have been familiar with Bourdelle's ideas and with his work at the Théâtre des Champs-Élysées, as we can see in a bas-relief made in 1922 called Solomon's Visit to the Queen of Sheeba (Illustration 8). 33 Duncan, a Philhellenist, gave birth to contemporary dance by taking elements from what she considered had been an ancient Greek dance. 34 Our translation : « J'ai vingt et une figures à sculpter dans un marbre dur pour la façade du Théâtre des Champs-Élysées. Je pars d'une époque d'honte où toute oeuvre sculptée n'est pas
Noucentisme
While Bourdelle worked on the exteriors of the Champs-Élysées Theater, Perret commissioned the interior decoration to Maurice Denis (1870-1934), a painter that was close to the nabis. More important, he was a friend and main critic of Maillol. 35 Under the supervision of Denis, there was a painter called Roger
Bréval, who had been working on the interior decorations of the theater.
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Bréval was also a close friend of Mukhtar. He even went to live in Cairo in 1929, and three years later, alongside with the Egyptian sculptor he would found La Chimère, a group whose aim was to organize artistic exhibitions in Egypt. Thus, it is possible that through Bréval, Mukhtar became acquainted with Noucentisme and the works of Aristide Maillol. As in Marseilles, where Mediterranean classicism was in vogue during the interwar years, a similar movement developed in Barcelona. While in France, this tendency had been called Modernism, in Catalonia, it was called Noucentisme, to detach it from the Modernist movement that in Spain had a different connotation. Here, Modernism had been associated to the Spanish presence in Paris, that reached its height during the 1890's, and that produced artworks related to Art Nouveau, especially in architecture. 37 Furthermore,
Noucentisme defined a current that combined the concepts of tradition and modernity. The interest for tradition, and at the same time the adoption of certain avant-garde values, were the two factors that gave origin to this movement conciliating their apparent dichotomy. 38 According to Cristina Samaniego,
Noucentisme can be compared to Neoclassicism, in the sense that both movements emerged as a reaction to Dionysian art, 39 understood as capricious and impulsive. Maillol was perhaps one of the best representatives of Catalan Noucentisme. There is a mystery: the arms must have had an explanatory or anecdotal gesture, whereas in her present state it is absolute beauty.
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At the same time, Maillol's artworks present some characteristics that are close to avant-garde precursors such as Cézanne or Gauguin. In his quest for Modernism, Maillol turned towards essential forms, a quest also shared with Constantin Brancusi As well as Maillol, Mukhtar puts emphasis on smooth surfaces and the treatment of drapery. In this way, we can see that there are some similarities between Mukhtar's peasants and a piece made in 1921 by Maillol named Pomone drapée (Pomone Dressed). Also, there are reminiscences between Maillol's Femme assise sur les talons (Woman sitting on her heels) made in 1900 and a study that Mukhtar had made for The Bride of the Nile. There are some other elements in the Egyptian sculptor's repertory, in which we see Maillol's influence, such as the expression on the faces they both portray. All of the girls represented have indistinct features and are a sort of generic female. However, Mukhtar's women are more slender and have sweeter traits than those of Maillol. Mukhtar's statues are somehow linked to a timeless way of living and at the same time they are related to their present, to Modernism. 41 Far 1968 : 7. 42 Rodríguez Prampolini 1990 Our translation : « Il y a un mystère : les bras devaient avoir un geste explicatif, anecdotique, tandis que dans l'état où elle est, c'est la beauté pure ». Cahn 1996: 26.
Art Deco
In 1925, the International Exhibition of Decorative and Industrial Arts was held in Paris. 44 Its main objective exposition was to conciliate two concepts that apparently were opposed: industrial production and luxury craftsmanship.
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This exhibition was a direct heir to universal exhibitions of the previous century and could be compared to the one that took place in 1900 marking the peak of Art Nouveau. Therefore, the purpose of the 1925 exhibition was to show a modern decorative art, liberated from excessive decoration. The society of the interwar period was no longer that of the Belle Époque. During the interwar period, a more accessible figurative style became popular.
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At the beginning Art Deco was a historicist style, but as time went by, it took inspiration from the avant-gardes. This style reflected the anguish and atmosphere of the interwar period. It was a style that was easy to appreciate and could be associated with Modernism. It left its imprint in all domains of the visual arts from Fine Arts to architecture, from decoration to fashion and even cinema, even though Art Deco was mostly oriented towards decoration, crafts and industrial design. It also touched on what we call major arts. In order to demonstrate this new trend in sculpture, one of the main pieces shown was a version of La France by Bourdelle, which had been conceived for the staircase of the Grand Palais.
Art Deco did not limit itself to an atmosphere or a fashion of the 1920s and 1930s: it was a major, long lasting trend that emerged in Vienna at the beginning of the twentieth century, 47 1977-1978: 153 . While in the modern industrial world every object has a purpose, sculpture doesn't have any other purpose than to represent an abstract idea in space.
statuary. Sculpture can be understood as a tri-dimensional idea, rather than an accurate representation of a being (Illustration 10).
Conclusion
Comparison between works of Egyptian artists and those made by Europeans often has been avoided under the premise that Egyptians were behind the times because they did not understand the avant-garde. Rather than assuming that Mukhtar was an isolated, exotic artist, we prefer to think that Mukhtar was part of a wider artistic movement that contested avant-garde, and that was not limited to France. By relating Mukhtar's works with those of his French contemporaries, we can place him in a global movement that included Egypt although in a rather marginal way. We can locate him amongst a generation of international sculptors. The most important issue for artists adhering to the return to Classicism was to recover the academic foundations for the anatomical study of the human body. A crucial part of the training of an academic sculptor, such as Mukhtar, was to copy classical statuary. For every sculptor reproduction was inherent to his education. However, this does not mean that artworks produced by these means resulted in mere imitations. It meant that the sculptor was able to understand the model to the point that they could appropriate it and make their reinterpretation.
Foreign artists studying in France, no matter how innovative they appeared to be, often succumbed to the pressure of making "autochthonous" subjects. One example is Constantin Brancusi's Infinity Column at Targu Jiu, inspired by funerary pillars of the South of Rumania. This compulsion always raised the issue of identity, which became an obsession for Modernist Egyptian artists and it is precisely here where their creativeness lays. For Mukhtar, Egypt, and the Nile are the themes he explores through his sculptures constantly.
Amongst Egyptian artists, Mukhtar is the one that succeeded best at realizing national oriented subjects. However, this is not only where his uniqueness lays. We can unmistakably identify any piece made by the Egyptian artist because he gives a personal touch to the way in which drapery had always been portrayed in academic sculpture. In classical pieces clothing was described wet and adhered to the body and wrinkled, Mukhtar portrays it as always very smooth, with no folds at all. This reinterpretation of drapery is unprecedented; we can say it is a form of modern mannerism. Formally, this feature makes of Mukhtar an original artist and we have to remember that originality is the trademark of the modern artist. While, on the other hand, his sculptures emanate the peacefulness inherent to the return to smooth classical movement. 
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